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Mountains that stoutly stand and skies that soar, 
These are but young, or I myself am old." 

We name this joy a communion with Nature, to mark our 
vague perception that one fire burns within and without 
the breast, that this drop so sweet upon the lips is vital, 
and hurries to swell the currents of the blood. Diffused 
and scattered here, but perfect somewhere, yonder our true 
being awaits us. Under its attraction our hearts are 

"Like the Atlantic streams which run 
When the South Sea calls." 

Through some flower of the fields, or of the zodiac? through 
the face of morning, or of man this invitation is extended, 
and touches us. . Suddenly the iron horizon of Fate is 
broken, and we look far on to the shining future of the 
soul. With reverence and gratitude we learn to accept 
our participation in the divine original, our share in the 
fortunes of the cause, and the effort to confirm this expe- 
rience of immortality, is what we name a liberal culture, 
which regards not any definite end alone, but the gradual 
and constant reinforcement of our being from its source. 

B. B. 
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"One reason," says Mrs. Jamieson, "why the daguerre- 
otype portraits are in general so unsatisfactory, may 
be traced to a natural law, though I have not heard it 
suggested. It is this : every object which we behold we 
do not see with the eyes only, but wi$h the soul; and 
this is especially true of the human countenance, which, 
in so far as it is the expression of mind, we see through 
the medium of our own individual mind. Thus a portrait 
is satisfactory in so far as the painter has sympathy with 
his subject ; and delightful to us in proportion as the 
resemblance reflected thorough 'his sympathies, is in accord- 
ance with onr own. Now, in the daguerreotype, there is 
no such medium, and the face comes before us without 
passing through the human mind and brain to our appre- 
hension. This may be the reason why a daguerreotype, 
however beautiful and accurate, is seldom satisfactory or 
agreeable ; and that while we acknowledge its truth as a 
fact, it always leaves something for the sympathies to 
desire." 

This is a sample of the modern fashion of amateur writ- 
ing on works of Art, which limits all excellence to mind, 
soul, sympathy, and ideality, and accords no merit to the 
most exact representations of natural objects, unless the 
theoretic and visionary spectator imagines he can discover 
something of his own notion of- mind worked into it, or 
" suggestively " growing out of it. The intelligent human 
countenance certainly is, as it ought to be, the most inter- 
esting object to a sensitive human being ; but it must be 
acknowledged that the pictures of still life of the Flemish 
school, as'ingenious works of Art—" objects seen with the 



eyes only " — though they may not excite our sympathies, 
which have passed through the "mind and brain" of the 
artist in the medium of paint, moulded by a patient hand 
under the guidance of a correct eye — have been admired 
for ages by artists and amateurs of the highest intellect. 
Indeed, the curious and true representation of most natu- 
ral objects, and many artificial ones, are pleasing to the 
mere organ of sight by form, color, light, and shade, whe- 
ther they have, or have not, any other connection of 
thought, sentiment, or expression, except the taste which 
is shown in their grouping, and the harmony of their 
coloring. 

The daguerreotype Art is of inestimable value in many 
of its applications. Its wonderful power was first made 
known to us by a representation of the graceful intrica- 
cies of one of the Gothic windows of Notre Dame, which 
was produced by Mr. Daguerre in twenty minutes. Now 
only a few seconds would be required to accomplish what 
the most expert draughtsman would find it difficult to 
execute in many days. For architectural, -and other 
inanimate objects, nothing can be imagined more perfect. 
In the exploring expedition of Lewis and Clark, no indivi- 
dual of his party had the least knowledge of drawing ; 
and all the illustrations which embellish the history of that 
expedition, were engraved from designs made by my father 
from the skins of animals which he first had to put into their 
natural forms ; and an interesting cataract was drawn 
entirely from a verbal description. Now the traveller, 
without any knowledge of drawing, is able to give us 
correct representations of every object he may deem 
worthy of notice. ' « 

In the Home Journal it is said that "Daguerreotype 
has killed miniature painting, and superseded portrait 
painting. The great majority of those who would other- 
wise be the patrons of portraiture, are now content with 
likenesses that are truer, cheaper, and quicker done." .. 

It has certainly killed bad miniature painting ; but can- 
not supersede portrait painting, though it may, in a certain 
degree, interfere with its encouragement. Its pictures 
may be true, as regards the proportions of the features ; 
but they are seldom true in the requisite gradations and 
rounding of the shadows ; but sometimes they are more 
true in recording the strong marks of age and some fixed 
expression, than is agreeable to the person represented, 
and which an accomplished artist would soften down 
agreeably to represent the character of the individual. 
Their cheapness is a general advantage, which, by degrees, 
will widely spread a taste for portraiture, which will ulti- 
mately profit by the innovation ; for even now it has 
become necessary for the portrait painter to make his por- 
traits not only as true, but expressively more true than 
the daguerreotypes, with which but few, at present, are 
" content." 

As a substitute for portrait painting, the fashion of its 
employment is quite illusory. It is true that in many 
instances it furnishes the memento of a relative or friend 
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with little cost of time or money ; and this facility has 
wonderfully increased the number of its productions, not- 
withstanding the fact that very, few of them* are agreeable 
or satisfactory. Yet the art is but new, and improve- 
ments are constantly making, which lessen the number of 
failures, especially with children, who do not fix their 
countenances for the purpose, and are taken in an instant. 

At first, the daguerreotypes could only be seen in one 
particular manner ; now they may be viewed in any light ; 
and the late improvement of photographs on paper have 
nearly all the advantages of drawings with Indian ink, 
and may be retouched and colored from the life, which, 
however, is seldom the case, as they are generally colored 
and finished by artists without a sitting from, or even 
seeing the living original ; they are necessarily an inferior 
substitute for animated portraits, studied during many sit- 
tings from the life. 

These photographs may be made useful to the portrait 
painter, making always due allowance for the perspective 
exaggerations of the camera, and the injudicious angle of 
its position, besides being but a one-eyed view of the object. 
The stereoscope, in some degree, corrects this error, and 
represents solid objects as seen with two eyes in the lateral 
direction, still leaving them, too frequently, deficient in 
frontal altitude, and with exaggerated chin. 

Many years before the invention of Daguerre, in my 
"Notes of the Painting Room,"* I had written the fol- 
lowing article : 

"Outlines.— Every artist should be aware of the differ- 
ence of the outlines, whether they be seen with one eye or 
two. With one eye we see with optical precision,. as from 
one point of distance ; but having two eyes, the pupils or 
sight of which are nearly three inches apart, each eye 
really sees a different outline of the sides of rounded 
objects. The impression on our sight is, therefore, a com- 
pound of those two outlines, varying in breadth according 
to its distance from the object, but varying least at the 
greatest distance. This fact, rightly considered, is suffi- 
cient to show that in painting, no outlines of objects should 
be sharply delineated." 

" To see still more correctly, though it be not desirable 
to have two other eyes, one on the forehead, the other on 
the chin, it becomes necessary, in order correctly to see 
the upper and lower outlines, as they may compare with 
the lateral ones, for the artist to raise the level of his 
vision, in looking at the top of the head, and to lower it in 
looking at the lower parts of the face ; or else to get his 
sitter to raise or lower the angle of his own face. This 
lessens the perspective defect of too close a position, and 
renders the relative proportions more truly, as if seen at a 
greater distance." 
Subsequently I added the following paragraph : 
" Since the foregoing article was written, this subject, 
under the title of Binocular Vision , has excited much 

• "The Experience of Sixty Years"— a manuscript work not yet 
published. 



attention, and has given rise to some learned mystification, 
but practically has produced the instrument cafled the 
stereoscope. It3 manifest use to the artist is to show the 
disadvantage of a one-eyed view of solid objects^ — the single ■■' 
lens of the camera representing only one eye. The stereo- ' 
scope, by resolving two views of the same object, taken at r 
different angles, into the effect of one object, therefore 
more truly represents the effect of vision, as produced by 
two eyes ; but even then is defective in regard to the per- 
pendicular perspective." 

Profiles cut with the physiognotrace, silhouettes, and ' 
pencil sketches, as well as daguerreotypes and photo- 
graphs, all have their relative merit ; and as memorials of 
regard, are not to be despised. The task of the portrait ; 
painter is quite another thing— an effort of skill, taste, ; 
mind, and judgment — demanding the opportunity of 'study, ' 
during many sittings ; not only to perform the executive : 
part, to make it a fine work of Art, in form and coldr, 
but to render permanent the transient expression of charac- : 
ter which may be the most agreeable. This requires all - the 
resources of his Art, all his experience in the manipulation : 
of his materials, and in the study of character and expres- 
sion. His success does not depend on his sympathy with 
his sitter, but his knowledge of the actual forms which con- 
stitute expression and character, which must be represented 
by the learned touches of his pencil, in making every 
minute trait as it occurs on the surface of the>living object. 
It is not *' the reflection of his sympathies," but the' 
reflection^ of his lines, lights, and shades, as they exist'at ' 
a fortunate moment. It is comparatively an easy task to 
paint a striking likeness of a person sitting silent and 
thoughtful, without emotion ; but to catch the expression ' 
of the sitter engaged in animated conversation, whether he 
" sympathizes with the subject," or not, and to mark every 
part of the countenance with a harmony and unity of sen- ' 
timent, is only to be expected from the hand and mind of ' 
an experienced artist. * 



Purpose op Painting. — To please is the genuine aim of 
panning, as of all the Fine Arts: when pleasure is conveyed 
through deeply excited interest, by affecting the passions, the 
senses, and the imagination, painting assumes a higher charac- 
ter^ and almost vies with tragedy ; in fact, it is tragedy to "the" 
eye, and is amenable to the same laws. The St. Sebastians of 
Guido and Eazzi ; the St. Jerome of Domenichino ; the sternly 
beautiful Judith of Allori; the Pieta of Raphael; the San. 
Pietro Martire of Titian; are all so many tragio scenes, 
wherein whatever is revolting in circumstances or character is . 
judiciously kept from view, where human suffering is dignified 
by the moral lesson it, is made to convey, and its effect on the 
beholder at once softened and heightened by the redeeming 
grace which genius and poetry have shed like a glory round it. 
— Mrs. Jameson. 

Example op Greece.— Aristotle tells" us, that the Greeks 
taught their children the art of drawing, with a view to enable 
them to judge with discernment and taste, of those bodily pro- 
portions that constitute true beauty. — Winkebnan. 



